Introduction
In this text I explore how song works as a way of communication and transformation among the Guarani 1 . More specifically I examine song as a means of accessing Guarani conceptions of alterity, as well as processes of identification, de-identification and alteration. Concerned less with the musicological aspects of the songs per se 2 , the article focuses on the networks involved in the generation, circulation and performance of mborai 3 (songs, also called porai) in various enunciative contexts and modalities. In these networks, relations of alterity and identity are founded on the nhe'e. Translated by Cadogan (1959) as 'soul-word' ('alma-palavra'), nhe'e corresponds to language and constitutes the agentive principle that singularizes the different kinds of subjects populating the world with their diverging capacities for understanding and action. As I explore later, singing nhande py (in the Guarani language,
1 The ethnographic material informing this article draws from my doctoral research conducted between 2005 and 2009 . My fieldwork centred on the Ribeirão Silveira Indigenous Territory, located in the municipalities of Bertioga and São Sebastião, in São Paulo state, and inhabited by Mbya Guarani and Nhandeva Guarani (the latter being regionally identified as 'Tupi' since nhandeva is the self-denomination of all the Guarani groups). This research also included visits to villages in the state capital and contact with residents of other villages in the South and Southeast of Brazil, due to the intense flux of people between them.
literally 'in us') corresponds to a movement of approximation between subjects who share nhe'e -both those who sing together in the same place and those who are dispersed in villages on the surface of this earth, yvyrupa, and in villages on other planes of the cosmos -and a simultaneously distancing from those subjects invested with other kinds of nhe'e.
The jurua -the term most commonly used by the Guarani of Brazil's South and Southeast to refer to non-indigenous people, which literally translates as 'mouth with hair' -are included in this latter class of people possessing another nhe'e, another 'soul-word', implying another way of understanding and interacting in the world. Usually the Guarani state that the jurua cannot understand the mborai and should not be allowed to hear them. This Ethnographic contexts in which these policies and projects are embedded, as well as the discursivities associated with them, have received considerable attention in anthropology, where 'culture' has gradually been losing its status as an analytic category to become an object of multiple local translations. This theme is explored by Marshall Sahlins (1997 , 1997a in his analysis 4 Article 231 of the 1988 Brazilian Federal Constitution recognized originary rights -that is, anterior to the formation of the State -over the lands traditionally occupied by indigenous populations, as well as those lands needed for their physical and cultural reproduction. The Constitution also guarantees respect for their social organization, customs, languages, beliefs and traditions.
5 In the international context, the recognition of the territorial, political and sociocultural rights of native peoples is gradually being achieved with the dismantling of colonial systems from the second half of the 20 th century onwards and, in Latin America, with the growth of resistance movements against the region's dictatorships and the implementation of democratic systems. In relation to the United Nations (UN), Carneiro da Cunha highlights the shift from the post-war universalist position, which emphasized non-discrimination and political participation, whose emblematic moment was undoubtedly the 1948 Universal Declaration of Human Rights, to an emphasis on minority rights from the end of the 20 th century, culminating with 2007 Declaration on the Rights of Indigenous Peoples (2009:17) .
of 'culture' as a sign that circulates in discursive networks whose reach is global but whose meanings are necessarily informed by particular cosmological reference points, such that the 'local' is always more encompassing than the 'global'. Manuela Carneiro da Cunha (2005 Cunha ( , 2009 , in turn, highlights the dimension of 'culture' not only as a native discourse but also as a metadiscourse -hence the author's decision to place the word in quote marks -implying a self-reflexivity motivated by the formulation of alterity not only as a discourse about the other or about the self, but also as a discourse about the self for the other. This elicits an investment in rendering the statement intelligible or using it to provoke an effect, even when meanings are not shared -in other words, when the signs in play are interpreted according to different connections or frameworks of meaning production.
In contemporary ethnology, many works have focused on Amerindian perspectives or translations in the area of policies, projects, events and other initiatives pursued under the rubric of 'culture' (or associated with it, such as 'nature' or 'ecology'). Unfortunately there is no space here to review Gallois (1989 Gallois ( , 2005 , Gordon (2001 Gordon ( , 2006 , Kelly (2005) , Mello (2003) , Menezes Bastos (1996) , Montero (2006) , Turner (1991) and Viveiros de Castro (2000 , 2002 , 2007 , among many others. Taken as a whole, though, these works help shed light on the topics explored in this article, whose aim is to explore the networks of translations, effects and transformations enabled by the mborai (songs). In particular I shall focus on the setting that the Guarani of the Brazilian Southeast identified as the inaugural moment in the formation of child and youth choirs for the purpose of presenting shows to the jurua and producing CDs, as well as the growing presence of these choirs in the everyday life of the villages. . Conversely, the singularity of nhandeva'e ("those who are us", the self-identification of all the Guarani groups) derives from the celestial/divine provenance of their nhe'e, embodied in the language that they share and modulated by names (-ery) derived from different celestial regions.
There is no room here for a detailed exploration of these names 10 , suffice to note that they are communicated -usually to someone with considerable shamanic potency, a karai, who performs the central role in the nhemongarai, the naming ritual -in dreams or during songs involving communication with nhe'e ru ete and nhe'e xy ete. In turn, these mborai, shamanic chants, are commonly received in dreams by someone who becomes an oporaiva ("one who chants"). People also use the term 'dream' (-exa ra'u, "to see while asleep") for the visions seen during the chants, accompanied by dancing (jeroky). Hence dreaming, singing and dancing all converge as modes through which the nhandeva'e connect with the Nhanderu and Nhandexy kuéry, where the nhe'e functions as a sign of continuity. Exploring a similar point, Hélène
Clastres identifies language as the common measure between humans and divine beings (1978:88-9) . And the language of divine interlocution is primordially a song. As Irma Ruiz emphasizes, the Mbya of the Argentinean Misiones region say that song and dance are the forms in which the divinities vocalize and move about in the celestial abodes (2008: 76).
But not only there. Nhe'e kuéry -a generalized term for the inhabitants of the celestial domains, who are children/extensions of Nhanderu and Nhandexy and whose vital principle is the same as that of the nhe'e sent to the bodies of newborn Guarani, but who lack a perishable body -also come to the yvyrupa, During curing sessions (-moataxĩ, literally blowing tobacco smoke, accompanied by -pyxy, rubbing hands on the affected parts of the body), chants (mborai) and dances (jeroky), the door and any windows of the opy should remain closed to prevent the entry of pathogenic agents. These are numerous in kind -the most prominent being the agentive part of the subject, ãgue, which remains on the earth after death -yet they share the fact of belonging to this earth, yvyrupa, also called yvyvai ('bad' or 'imperfect' earth) , in contrast to the celestial/divine origin and destiny of the nhe'e of the Guarani.
Hence the opening of this inter-world channel must be matched by the closure of the opy to other channels of agency. Even in the curing sessions, which involve interaction with pathogenic agents from this earth -the ãgue or -ja, spiritual owners of different domains -, the aim is always to excorporate them, extracting them from the body of the subject and from the opy.
After the tobacco blowing and suction, therefore, the object in which they are embodied (small stones, lumps of earth, insects or invisible objects) must be burnt in the fire on the ground or in the bowl of the petyngua (pipe) itself. 13 Gallois (1988) and Viveiros de Castro (1986) have both explored the figure of anhã among TupiGuarani populations. As they each point out, it does not involve a singular entity but a 'spirit-effect'. The latter, however, may be personified depending on the context of the enunciation. Among the Guarani, there are diverse narratives in which the jurua are described as the pets of anhã, or in which anhã is named as the brother and rival of the which presumes the latter's closure and opacity to those who do not share the nhe'e. One of the responses to this challenge has been the proliferation of choirs, whose repertoire of songs involves a less restricted circulation than the shamanic chants, the latter being sung by specific adults and the former 14 In the sense formulated by Carneiro da Cunha (1985 Cunha ( , 1986 ) of a "language of differences" in which cultural elements are selected and combined in a way that establishes a contrast with other groups.
Here the author extends the logic of totemic systems, as analyzed by Lévi-Strauss, to the understanding of multi-ethnic systems. Just as totemism makes use of differences in the 'natural' series (animals or plants as totems) to conceive the social, the multiethnic system makes use of the 'cultural' series to codify differences, rendering them intelligible to others who do not necessarily share the same cultural premises or regimes.
mostly by children (kyrĩgue) and young people (kunumĩgue). However, before turning to the choirs, in the following section I wish to describe some aspects of the mborai performed in the opy.
Inside the opy, between worlds
Aguyje, to attain plenitude or perfection, corresponds to acquisition of the divine perspective and is the vector orienting practices in the opy. As I ex- Each opy is typically associated with a couple, the xeramõi and xejaryi (or karai and kunhã karai) 16 , who lead the shamanic chants sessions and cures.
The xeramõi is also commonly called 'pajé' (shaman) in Portuguese. However there may also be others oporaiva, shaman-singers, who conduct their own chants or help the shaman in the curing sessions. Each opy has its own dynamic, defined by the local relational configuration. There is no space to explore my ethnographic material in detail here, so I shall pick out just a few aspects specifically relating to the chants and dances. These are performed facing the amba, where the musical instruments are kept when not in use:
mbaraka (5-string guitar), mbaraka mirĩ (rattle), takuapu (female rhythm staff or tube, usually measuring about a meter in length and 5 to 10 cm in diameter), rave (3-string 'rabeca' or violin) 17 and popygua (male percussive instrument made from two bound lengths of wood); the xeramõi's paraphernalia -including the jeguaka (headdress) and mbo'y (necklaces); and sometimes other objects or samples of cultigens considered to be gifts from Nhanderu and Nhandexy, like the avaxi ete'i (a variety of maize). The amba also stores the apyka, a canoe-shaped container used to hold water mixed with sap from the inner bark of cedar trees in the nhemongarai (naming rituals). Also called karena or nhe'ery, it is via this canoe-container that Nhe'e kuéry arrive to take part in cures, songs and dances, while it also enables transportation to the celestial abodes of Nhanderu and Nhandexy. The name apyka is also given to the stool used by sick patients during curing sessions, when their nhe'e is brought back by the xeramõi to the body after expelling the pathogenic agent.
It should also be noted that the arrival of the nhe'e in the body of a newborn is also expressed as guemimbo apyka, "to take a seat", just as being conceived is nhemboapyka, "to be given a seat" (Cadogan 1959:42) . Similarly the body provides a seat to the nhe'e, the soul-word (ibid:101). We can therefore identify a homology between the canoe, stool and body as supports for nhe'e and, at the same time, as potential forms of transportation for nhe'e. And the same can be said of the amba itself.
Finally another object found in the amba in many opy is the kuruxu, a wooden cross. Among the Guarani whom I asked about this object, there is no consensus about its Christian origin, but everyone points out that its meaning for the Guarani relates to the different domains of Nhanderu and Nhandexy amba from where the Guarani names/nhe'e originate. According to a Mbya narrative collected by Cadogan (1959) , the surface of the earth is supported on five pindovy, palm trees, which align with the dwellings of the Nhanderu (centre, east, west, north and south). In the version recounted by the Apapocuva (a Nhandeva subgroup) recorded by Nimuendaju, the demiurge made a rock to serve as a prop for the earth (yvy ita) and placed a wooden cross, yvyra joaça, on top, which still supports it (1987: 67 and 143). Ladeira (2007) , in turn, was told by the Mbya that the demiurge used the cedar tree to prop up yvyrupa, which ideally should also be used for the kuruxu, as well as the apyka, petyngua, popygua and rave. Reinforcing the homology between these objects in propping up the universe, Meliá remarks that singing and praying with the ritual staff is a way of preventing the world from collapsing (1991:68).
Likewise Montardo (2009) was told by her informants that it is during the night, in the absence of the sun (Nhanderu Nhamandu or Kuaray), that people need to sing, dance and play instruments to hold up the world.
The frequency of mborai varies depending on the opy, the time of year and the everyday factors of the local context. But they are usually more intense in the period known as ara pyau, the 'new time,' which roughly corresponds to spring and summer, when Nhe'e kuéry are at their strongest. In the ara yma, 'old time' (roughly autumn and winter), though, they become more vulnerable and seldom come to the opy to take part in the mborai. During this part of the year, the Guarani also remain more confined to their settlements. In When there is no curing session and only close members of the xeramõi and xejaryi's family are present, the ritual may last less than an hour. But when the opy is full, it usually lasts many hours and in the case of nhemongarai (naming ritual) generally only finishes at sunrise. (2008) as recto tono (a uniform tone). This intonation may be accompanied by the popygua or the mbaraka mirĩ, though it may also be unaccompanied by any instrument. As I was able to witness in two opy in the Riberão Silveira
Indigenous Territory, the mborai may also be begun without this initial recto tono intonation, when the oporaiva heads directly to the amba, picks up the mbaraka (guitar) and places it vertically next to his chest. According to an explanation given to me, the guitar should be kept upright to match the correct posture of everyone singing in the opy. The strings are not fingered, but only plucked in the central region of the instrument, offering a rhythmic support to the song in the same way as the rattle (mbaraka mirĩ). Some oporaiva also chant without the mbaraka, using the mbaraka mirĩ instead.
Standing with his back turned to those present, facing the wall where the amba is located, the oporaiva starts to pluck the guitar strings and invoke the names of Nhanderu and Nhandexy to whom the chant is directed As soon as the oporaiva moves over to the amba and begins singing, he is followed by female and male accompanists, called xondária and xondáro re- The expression originates from the Portuguese word 'soldado' (soldier) and carries various meanings. The term xondáro was applied to those who performed tasks that shamans had to avoid, such as hunting, carrying out violent sanctions, sending messages or accompany people on journeys, as well as protecting the group from attacks by whites, other indigenous peoples or wild animals in the villages or on the paths. Today the Guarani distinguish between various modalities of xondáro, including those who accompany the oporaiva in the mborai, those who guard the door of the opy ensuring that it stays closed during these songs and sometimes the political leaders who advise the xeramõi, especially in the dialogue with the jurua.. Xondáro also names a type of dance and instrumental music featuring the sound of the violin, guitar, rattle and drum.
22 I saw various mborai being sung without a male accompaniment in the Riberão Silveira IT, especially on days when there were few people in the opy, but there was always a female accompaniment. seen is not what is there, and those that are there do not need to be seen, like
Nhe'e kuéry, who are present -and more so the stronger the chant -but are invisible, jaexa e'y va'e ("those who we don't see"). In turn, the xondáro dancers mark the rhythm with their right and left feet alternately during the mborai, while the xondária do the same by moving their feet slightly forward and back again. Both groups remain in virtually the same spot while dancing, meaning that their body movements are not extensive but intensive. As the song grows in strength and fills the opy, these steps become quicker and can turn into jumps. The same may occur with the body of the oporaiva, who intensifies his steps and sometimes walks to the middle of the opy, when the nhanhembojeare occurs: here the xondáro and xondária form a circle (or two concentric circles of men and women) in which everyone jumps holding hands and spin around with the oporaiva in the middle. The stronger the chant, the longer this lasts.
The oporaiva may enter into a kind of trance and have to be held by someone.
The same can occur to those dancing around him. I have seen women lose consciousness but continue to jump, supported by others, until they fainted completely.
In both the body and the voice (or in the body of the voice) the vector points upwards
25
. Dance and song therefore operate as a machine of lightness, since their objective is to remove the carnal and perishable portion of the body so that it becomes light enough to travel with Nhe'e kuéry to the dwelling places of the immortals. This abode is also called yvy marãe'y, "the never-ending land" ("a terra de nunca acabar"), as a Guarani man defined it to Schaden (1974:171) , also translatable literally as "the land that never perishes" and known in the literature as "the land-without-evil". The Guarani say that some xeramõi in the past managed this feat, sometimes accompanied by all of those dancing and singing with them and the opy itself. But today this is unviable, one of the reasons being the increased weight of the body caused by the food of the jurua, which has become the everyday diet in most villages. However even when not accompanied by bodies, the nhe'e travel through dreams, songs and the smoke of the petyngua -enabling it to learn 25 Here we can note a parallel with what Menezes Bastos has called the intersemiotic chain of ritual, which establishes connections between music, dance and other nodes through translation, in which each node comprises a signifying expression of signifiers from other channels, dislocating them, though, from the signifiers that they mimetically produce as a consequence (2007:298 and 303 with their song accompanists (generally members of the family who take part in their day-to-day mborai), since they know how to accompany his way of singing. Some songs are also associated with specific occasions, such as the ykarai or nhemongarai, for example, the ritual for naming children.
Not everyone can become an oporaiva. My interlocutors say that if the person has not dreamt or recognized his own capacity to do so, he cannot sing. As I heard said, his voice "remains weak, it doesn't become a shamanic chant"
27
, and he may even faint and collapse. Some people say that the Guarani, unlike the jurua, can never "sing just to sing" the mborai. This can make the singer ill, felling him. For the Guarani, the song is always an interworld interlocution with Nhanderu and Nhandexy kuéry. Without this interlocution the song is ineffective, or opens up a channel that leaves the body susceptible to hostile agents. And for the same reason that the Guarani cannot "sing just to sing", other types of people cannot sing as the Guarani sing.
This singularity is inscribed in the body by the nhe'e, such that many people say that only the Guarani have the pitch needed to sing in their way and to play the instruments properly. According to Timóteo (Vera Popygua), then chief of Tenonde Porã village in the São Paulo capital, "the jurua never succeed because their voices cannot reach the same height. This pitch is illuminated through Nhanderu"
28
. Among the Guarani, though, while only some re-26 When speaking about the connections made during the shamanic chant, the Guarani frequently use the metaphor -common among Amerindians -of a radio (with its sound waves) or a mobile phone that links the villages to each other and to the celestial villages.
27 "A voz fica fraquinha, não vira uma reza".
28 "Os jurua jamais conseguem porque não é sua altura de voz. Essa afinação é iluminada através de ceive their chant and can lead the mborai in the amba as an oporaiva, everyone can accompany the mborai as a xondáro or xondária. Moreover everyone who shares the nhe'e can sing a different repertoire of songs, but which also constitutes at once gifts/messages from Nhanderu and Nhandexy kuéry and gifts/ messages to them. In contrast to the specialization demanded in the tarova, this repertoire is called mborai joa regua, "song of everyone together", as they call the repertoire of the choirs.
Songs everywhere
The When I asked people in the Riberão Silveira IT about the first mborai kyrĩ that they remembered, my interlocutors usually cited those heard from their mothers and grandmothers, who sang to them as children when they were going to sleep, were tired or ill. Some people say that if children are lulled to sleep with tarova, their nhe'e might wish to return to nhanderu amba (the abode of Nhanderu), since it is still only lightly connected to the body. But the mborai kyrĩ are not just sung to infants or limited to lullabies: they can be sung while performing day-to-day tasks and on the tape, the pathways, while walking somewhere. However in the Riberão Silveira IT they say that the mborai kyrĩ cannot be "sung just to sing" either: in other words, just like the shamanic substituted by monkey fur and currently by nylon, retaining the 5-string arrangement. The rave is a 3-string violin made from cedar wood with animal fur strings, fabricated by some people who know the technique among the Guarani (as in Jaexa Porã village in Ubatuba/SP) or acquired from the jurua.
For its part, the mbaraka mirĩ is generally made from a gourd (Lagenaria sp.)
filled with yvaun seeds (black and small) and fitted with a wooden handle (see Montardo 2009:163) . Finally the aguãpu is usually made from a cylinder of pindo wood (a palm tree) and a leather lid.
As with the tarova, the origin of this song repertoire is recognized as a transmission from Nhanderu to someone in a dream or while awake in a state of concentration/listening, japyxaka. There is no idea of authorship, therefore, but rather the distinction of the subject to whom a Nhanderu recognized the capacity to receive a song. The distinguishing feature of those mborai not classified as tarova is that all nhandeva'e can sing them. Hence the songs are learnt and taught according to the flow of people through the tekoa, whose multilocal dynamic has been superbly explored in the work of Pissolato Ore oroopota para ovai / oro u ãuã takuarý-porã.
[We want to cross the sea, where we shall encounter the beautiful/sublime taquara bamboo]
Djaterei katu era, txeryvy / para ovai /djaa djirodjy / djaa yvy ree. nhaneramõi kuéry ('our grandparents', or the elders) heard the song they were highly impressed: they thought it was beautiful and remembered this and other mborai they had heard as children. So many of them decided to form their own groups of children's and youth choirs in their villages.
Since 32 "Nós temos a língua, nós temos tudo que deus deixou pra nós. Mas estava em segredo. Agora não tem mais como esconder. Muita gente fala que os Guarani perderam tudo porque não estão mostrando, não está em público. Então as pessoas que trabalham na aldeia, que acompanham a comunidade, vêem que tem reza, as crianças dançam, cantam, tem som que é diferente desse som da cidade. Então tudo isso [a produção do CD] eu tenho certeza que vai abrir a cabeça de muita gente".
the opy, since the nhe'e is still not very 'stuck' in the body of the children, but neither the spirits of this earth, like ãgue kuéry. As I was taught, "the child's body is purer, which is why it brings strength, Nhe'e kuéry draw near" 33 .
Moreover Stein raises the hypothesis that the higher-pitched voice of the children resonates in the upper region of the skull, as though "escaping upwards", favouring the connection with Nhanderu and Nhandexy (2009:283).
As well as in the opy and in everyday events, as mentioned earlier, the choirs also frequently perform presentations for students or tourists visiting the villages, as well as performing in schools, public places and various kinds of institutions. Sometimes they receive a fee for the songs, at other times the contractors pay for their transportation costs and food, and the Guarani receive money from craftwork and CD sales, often sold by relatives of the choir members. They also frequently present xondáro jeroky, dances and proofs of physical skill, in the shows for whites. These dances also form part of everyday life in the villages, performed in the opy and on the clearing in front of it, the oka. The xondáro jeroky was intended to make the body sufficiently light and agile to become invisible in the forest. In the presentations to the jurua, though, the intention is to become visible in the urban spaces. Along with craftwork (commercialized for a long time), these presentations and particularly the choirs became the flagship for the inclusion of the Guarani in the world of cultural events and products in the wake of the 1988 Constitution, when the legal framework was widened and there was a flourishing of projects and policies for promoting and protecting the so-called indigenous cultures by both state agencies and civil society.
The singular timbre of the Guarani children's singing, combined with melodies that are 'agreeable to western ears', typically have a big impact on every kind of audience. The first CDs of Guarani choirs also had a considerable repercussion among other indigenous populations. Mello, for instance, comments on the impact of a Guarani CD given to the Waujá: "they were hugely impressed, spending hours each day listening to it, despite some people claiming that 'the Guarani aren't true Indians', Indians like them, the Xinguanos. One day before returning to the village, they suggested I produce a CD of Waujá music with them in the same mould as the Guarani recording"
33 "O corpo da criança é mais puro, por isso traz fortalecimento, Nhe'e kuéry se aproximam". Timóteo's comments also emphasize many of the themes that have been informing relations between the Guarani and the jurua in the contemporary world, including the preservation of nature, the harmony between peoples and the celebration of cultural diversity.
The Ñande Reko Arandu project led to the creation of the Teko Arandu 36 An expression that can also be translated as 'our knowledge or wisdom of life', or 'our way of living with wisdom'.
37 "Está na hora da gente mostrar nosso segredo, que é nosso canto, assim como os jurua mostram o canto deles. Vamos torcer para que a gravação do CD nos fortaleça".
38 Respectively: "O índio também é século XXI. Então, neste sentido, através da gravação dos cânticos, a gente vai estar apresentando, também, 500 anos de resistência à dominação dos povos brancos" and "Nós temos nos preocupado não em resgatar, mas em preservar a nossa cultura. Que a gente tem e mantém. Mesmo sofrendo muita pressão". aspect responsible for arousing a fair amount of controversy is the growing demand from whites to watch the shamanic chants in the opy and to receive Guarani names. This demand is met to varying degrees according to the context and the xeramõi involved. Some TV programs have also recorded these rituals, including TV Globo's 'Fantástico', which filmed in an opy in the Riberão Silveira IT. However, in the cases I was able to observe, it was not unusual for strategies and separations to be created during the performance of rituals shown to white people. In terms of the attribution of Guarani names to the jurua, in both the Riberão Silveira IT and in the Pyau tekoa (in Jaraguá, São Paulo/SP), the naming procedures I was able to watch were separated in the ritual and different (simplified) for the whites. Whatever the case, the presence of jurua in the opy during rituals such as shamanic chants, cures and baptisms is always a potential source of controversy, and often cited as the reason for something that went wrong, such as the failure of a chant, someone becoming ill and various kinds of adversities.
Looking beyond the opy, the xeramõi frequently diagnose sicknessesmba'eaxy, 'that which is suffering, pain' -as the outcome of an excessive proximity to whites and their things, provoking the dissatisfaction of the morada de Tupã; do sul, morada de Jakaira; e do norte, morada de Jekupe".
nhe'e and their departure from the victim's body. In the case of 'spiritual sickness' especially, the subject is overwhelmed by a strong feeling of mel- person is subject depend on the relational configuration in play, meaning that positions are not fixed and the agents are multiple.
In the current setting in which the jurua and their things, music and knowledge are ever closer and more accessible, it is undeniable that the opacity of the Guarani in relation to what connects them to Nhanderu has also become increasingly flexible. The presence of the jurua as participants and even as sponsors of rituals is sometimes a point of controversy, sometimes not, with some whites even smoking petyngua (pipe), dancing and singing with the Guarani. Marriage to jurua remains a fairly conflict-ridden issue, but even in mythic terms the Guarani recognize that in ymaguare, the ancient time, there was a man, Jekupe, who married a white woman, but they both sang and danced with such intensity that they managed to achieve aguyje, becoming immortalized and escaping the flood that destroyed the First Earth
43
.
Knowing and being known
42 These forms of sickness are associated with other causes too, such as the sadness (ndovy'ai) caused by separations from spouses or consanguine kin, which weaken the body, exposing it to the entry of pathogenic agents. These include attacks by itaja (owner of stones) or ka'aguyja (owner of the forest) or other owners while trekking through forest, in a dream and in other contexts. Or they may even be caused by the shamanic agency of another Guarani, referred to as ipaje, 'sorcery'.
43 In another version of the myth, Jekupe commits incest by marrying his paternal aunt.
The dynamics involved in what should or should not be shown can be apprehended using the distinction developed by Carneiro da Cunha (2005 Cunha ( , 2009 between vectors of shamanization and collectivization in processes of enunciating 'culture'. While collectivization relates to the construction of a 'we', usually combined with ethnic markers, shamanization refers to differentiating processes in which the production and circulation of knowledge implies distinctions, specializations and restrictions that are both inter-ethnic and intra-ethnic. In terms of the tarova, the shamanization vector has predominated since not everyone can sing in front of the amba, much less remove pathogenic objects from people's bodies with petyngua smoke or return nhe'e to their bodies through chants. The opy world is surrounded by distinctions and restrictions, or 'secrets', so as to avoid affections from the jurua, ipaje (shamanic attacks) from other Guarani or hostile spirits (like ãgue) in general.
As mentioned earlier, the idiom of sickness is extremely important in the relations between subjects and in the production of meanings, whose networks have become denser and tenser with the growing presence of the jurua, their institutions, things and knowledge close to the villages and, increasingly, inside them -whether in the village school, the Funai post or in people's houses in the form of CDs, DVDs and TV programs, for example.
The novelty of the choirs was 'showing the secret', the songs presented as an emblem of 'Guarani culture' in a collectivizing mode, through a particular form of mborai with a less restricted circulation than the tarova. But new differentiating mechanisms have also been generated, like the distinction derived from receiving new songs from Nhanderu (i.e. the capacity to compose them) by some Guarani, or the distinction of leading a choir (associated with its position in a collective) or the capacity to build a network of contacts with jurua, resulting in presentations or the production of CDs, both of which generate financial and symbolic resources.
In terms of the content of the mborai, there is a clear thematic reiteration in the repertoire of the choirs, which can be identified even in the songs recorded by Schaden in the 1940s, as Coelho observes (2004 [Come children, we'll make them hear our songs, we'll dance and dance so that our true/divine father and mother see us, we'll dance, let's revere/pray/learn] As many Guarani say, the presence of jurua in the shamanic chants hinders or even impedes nhamonhendu mborai, 'making ourselves heard' by Nhanderu and Nhandexy through the medium of song. With whites present it is more difficult to attain the state of concentration (japyxaka) and the heat and radiance that connects bodies during the dance. As mentioned earlier, Nhe'e kuéry prefer not to travel from Nhanderu amba to the opy when the latter contains the jurua or the ãgue, spirits confined to the earth. But as the comments of the leaders cited above make clear, in the case of the choir songs, performed for shows or CD recordings, considerable investment has also been made in recent years to making themselves heard, perceived 
